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arrangement which the authorities will select will be 
published and declared official, and the uniformity that is 
now lacking will thereby be secured." 

At the Paris Opera Comique, a new opera, by M. Saint- 
Sains, entitled " Proserpine," is to be one of the novelties 
during the coming season. 

M. Weckerlin, the librarian of the Paris Conservatoire, 
has just discovered a complete copy of Jean Frangois 
Lesueur's last opera " Alexandre ' Babylon." The work, 
though it had been engraved at the expense of the composer's 
widow, has never been either published or performed on 
any stage, and hitherto all trace of it appeared to be lost. 
Lesueur flourished during the rigime of Napoleon I., whose 
favourite composer he was, and his works were held in high 
esteem even by Hector Berlioz. He died in 1837. 

Pope Leo XIII. has accepted the dedication of M. 
Gounod's Oratorio " Mors et Vita," and has expressed the 
desire to hear the work performed at Rome on the occasion 
of the Papal Jubilee in December next. M. Gounod will 
then conduct his Oratorio in person. 

A Cantata entitled " Il Canto del Mare " will shortly be 
performed by the Vincenzo Bellini Choral Society of Milan, 
the composer being Signor Alfredo Donizetti, a nephew of 
the celebrated Maestro of that name. 

" Flora Mirabilis," the successful opera by the young 
Maistro Samara, has been accepted for performance during 
the coming stagione by no less than fifteen operatic 
managers in Italy. A new work by the same composer, 
entitled " Medj6," will also shortly be produced. 

The statue erected to Bellini at Naples was unveiled on 
the 8th ult. amidst appropriate ceremonies, and amongst a 
large concourse of deputations from musical societies 
hailing from all parts of Italy. The statue faces the famous 
Conservatorio where, during the years 18Ig-1827, Bellini 
studied, he being more particularly a pupil of the then 
celebrated Maistro Zingarelli. 

The libretto of Friedrich Lux's successful opera, " Der 
Schmied von Ruhla," is being translated into English, 
with a view to the performance of the work in this country. 

Madame Patti will start upon an extensive Concert tour 
in the United States and South America, in November 
next. The celebrated prima donna will perform the operatic 
portions of her programmes in the respective costumes 
appertaining to the different parts. Mdlle. Minnie Hauk is 
likewise preparing for a similar transatlantic undertaking. 

It is reported from Rio de Janeiro that more than one 
half of the members of the Italian Opera Company in the 
Brazilian capital have recently died of yellow fever. 

The score of Schubert's " heroico-romantic " Opera, 
"Fierrabras," has just been added, as vol. vi. series 15, to 
the complete edition of the master's works now being issued 
by Messrs. Breitkopf and Hirtel. The opera had never 
been published before in any form. 

An English translation is about to be published by 
Messrs. H. Grevel and Co., of M. Arthur Pougin's interest- 
ing volume on "IVerdi: Histoire Anecdotique de sa vie et 
de ses (Euvres." 

We have received a number of the Musikalisch-Liter- 
arischer Monatsbericht, being a catalogue of new musical pub- 
lications issued in Germany, Austria, and Switzerland, and 
embracing every branch of the art. It is the most complete 
compilation of its kind we have yet seen, and its useful- 
ness to both professors and amateurs is so obvious as to 
require no further recommendation. The Monatsbericht, 
as its title indicates, is published monthly, at an annual 
subscription price of one shilling, by Friedrich Hofmeister, 
of Leipzig. 

We have also received the current number of the Musi- 
kalische fugendpost, a music journal dedicated to the young, 
and published by P. J. Tonger, of Cologne. Reference has 
already been made in these columns to this publication, 
which fully merits the popular support it apparently enjoys, 
combining useful instruction with healthy entertainment, 
and being adorned, moreover, by numerous tasteful illus- 
trations. 

On the 29th of July last, thirty years have elapsed since 
the death, at an asylum near Bonn, of Robert Schumann. 
As a consequence, the copyright vested in the works of 
that master has now expired. 

Emil Scaria, the excellentbasso ofthe Vienna Hof-Theater, 
and one of the most valued interpreters of Wagnerian char- 

acters, well remembered also by London audiences, died on 
July 22, at Dresden, aged forty-six. The part of Gurnemanz, 
in " Parsifal," is considered to have been one of his finest im- 
personations. Among the memorial offerings in connection 
with the death of Richard Wagner still preserved in a room 
of the Bayreuth Festspiel-Haus, there is a wreath sent 
at the time by Emil Scaria, and bearing the inscription 
" To the best and noblest of teachers, the grateful pupil "- 
words characteristic alike of the man and of the artist. 

The death is announced, at Vienna, at the age of eighty- 
five, of Adolf Mfiller, sen., a composer of extraordinary 
fertility, whose operettas enjoyed at one time much popu- 
larity in the Austrian capital, and the number of whose 
compositions is said to be over four thousand. The de- 
ceased was for many years the esteemed Capellmeister of 
the Theater an der Wien. 

A memorial tablet is to be affixed to the house, No. 6, 
Pariser-Platz, occupied by Meyerbeer during his residence 
in Berlin. 

The death is announced of Friedrich Haas, the builder 
of the famous organ in the Stiftskirche of Lucerne. 

The death is also announced, on the Ioth ult., at Berlin, 
of August Eduard Grell, composer of church music. We 
record the event at length in our obituary column. 

CORRESPONDENCE. 
TONIC SOL-FA MINOR SCALE. 

TO THE EDITOR OF " THE MUSICAL TIMES." 

SIR,-At the end of a very favourable review of my new 
edition of Helmholtz, pages 481-4 of your August number, 
the reviewer puts some questions to me which I solicit 
your permission to answer. 

First, the reviewer says that I " propose to call inversion 
conversion," and what I "would call inversion, as exempli- 
fied in his (my) harmonic cell, is reversion." I have spent 
some time in endeavouring to find the passages alluded to, 
but have failed to discover them, and hence have not been 
able, as requested, to take the matter into consideration. 
I am not at present conscious of having made the proposal, 
but if the reviewer will kindly furnish the quarter page in 
my Helmholtz in which I have done so, I will not fail to 
consider the "proposal." 

Secondly, the reviewer objects that in my account of the 
Tonic Sol-fa system, which arose naturally out of the text 
of Helmholtz (App. xviii., p. 423, note tt), I did not 
criticise the late Mr. Curwen's views on " the lah mode." 
As I had to give my own views of the several different 
minor scales, page 460, it seemed entirely out of place to 
mix up criticism with history. But it was well known to 
the late Mr. Curwen, and it may be also in the recollec- 
tion of the present principal exponents of the views he took 
or practice he pursued, that I entirely disagreed with his 
theory on this particular point; but for other reasons, 
explicitly stated at a special discussion on the subject, 
acquiesced in the course adopted. The reviewer however 
asks my "exegesis" of a statement by Mr. Litchfield in 
Grove's Dictionary of Music, vol. iv., p. 147, col. 2, note 2, 
where he says I " shall find written these stupendous words 
-A minor should be C minor." The reviewer has rather 
twisted the sense in this abridged citation, for the actual 
words are only: "The practice of centuries in points of 
technical nomenclature cannot, of course, be reversed, but 
it is plain that the phrase 'relative' minor is deceptive. 
The scale called ' A minor' would be more reasonably called 
(as its signature in effect calls it) C minor." The words in 
parenthesis, which the reviewer did not cite, are all-im- 
portant. The phrase, as the signature, should mean a 
minor scale formed with the notes of C major. But this is 
also " deceptive," even in the equally tempered scale, for 
F? and G? are, the first occasionally, the latter regularly, 
introduced into the minor scale of A, and do not form a part 
of C major. 

Mr. Curwen took the nomenclature of his minor scale 
from Miss Glover, who introduced the terms bah and nee 
for the two notes referred to, of which nee, written ni, and, 
as I remember, called nigh, is to be found in the older 
Tonic Sol-fa books, but was some years ago replaced by se, 
called see. Bah however still remains written ba and called 
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bay. Miss Glover used bah, nee, to recall fah, tee, the 
latter name for the major seventh of the major scale having 
been invented by her to get the initial t, as si, sol, have the 
same initial, and bah, nee were also selected for the initials 
b, n. It is obvious that the present system bay, see, loses all 
Miss Glover aimed at, and is thoroughly unsystematic, for 
see, an alteration of soh, would requirefay, an alteration of 
Fah, but this might have clashed with fee. 

Musical arithmetic made a blunder in not allowing 80 
to be the same as 81. From this lamentable blunder have 
arisen all the difficulties of musical temperament, but as 
80 will insist on not being 81 in the construction of com- 
pound musical tones, we must make the musical theory of 
scales which are to be used for harmony depend upon this 
existing and inalterable condition, and leave the practical 
music of the tempered scale, which makes 8o0--8 by 
slightly manipulating the notes, to hobble after it as it best 
may-with all its excruciating groans. 

Now Miss Glover theoretically adopted an equally tem- 
pered scale. In her Table of Tune (which lies before me) 
she makes her bah of the relative minor of doh major 
identical with the tee of sol major. That is, she makes 
8o0-8, as the piano does. Mr. Curwen was, however, 
caught between his adoption of Miss Glover's system and 
his practical teaching in schools by Gen. Perronet Thomp- 
son's just intonation, or, rather, the division of the octave 
into 53 degrees, of which 9 formed a major tone, 8 : 9; 8 a 
minor tone, 9 : 10; 5 a diatonic semitone, 15 : 16. After 
this Miss Glover's equally tempered tetrachordal system 
vanished to Mr. Curwen, and a system of teaching by per- 
fect chords, without the sharp major thirds of the equally 
tempered scale, took its place. Miss Glover's glass har- 
monicon was discarded, and singing without accompani- 
ment was adopted. It was then found that there were 
only two minor chords in the major scale, namely (for C), 
A C E, E G B, and that D F A was an extremely harsh 
dissonance. But with our present habits we must base the 
scale on harmony. Hence arose General Perronet Thomp- 
son's double second, called ray and rah, by Mr. Curwen, 
and related as 81: 8o. Mr. Curwen, as well as the General, 
seems to have considered the introduction of rah as only a 
secondary form of the second, to be used alternately with 
the primary, and not, as it is in fact, a modulation into 
either the subdominant or relative minor keys. Mr. Curwen 
thus got three minor chords out of the extended major 
scale. This sufficed for an harmonic imitation of the 
ancient Greek Lah mode, and it allowed the adoption of 
the usual practice, which considers the descending minor 
scale to be formed from the notes of its relative major, and 
hence to adopt the " signature " of the relative major. As 
we know, the usual practice is, in A minor, to consider 
F# and G? as "accidentals," that is, accidentally intro- 
duced for melody, and not involved in the signature, and, 
properly speaking, not belonging to the harmony. Mr. 
Curwen always considered the F? or bah to be of this 
nature, though he allowed G# or see to be harmonic. Cer- 
tainly when F4 occurs in passages which are not unisonant, 
it must form part of the major chord D F? A, as G# forms 
part of the major chord E 

G. 
B. But as grave D in the 

minor chord, D F A, must be depressed by a comma, A 
being its true fifth, and F# its true major third, the latter 
must be a comma flatter than the Fh used in transition 
from C to G major, giving the major chord D F A, with 
the unaffected D, and necessarily therefore an acuter A. 

These relations I have endeavoured to symbolise thus: 
-Let C, D, E, &c., represent the tones which would occur 
in a series of perfect fifths; C1, D1, E1, &c., the same 
tones depressed by one comma; C2, D2, E,, &c., the same 
depressed by two commas; and C1, D1, E1, &c., the same 
raised by a comma. 

Then we have the following scheme, in which the succes- 
sive notes in each line from left to right are perfect (not 
tempered) fifths, and the note below or above each forms a 
perfect (not tempered) major third with it :- 

A1) Ei) B1 

DP A E Bh F C G D A E B FC~G$ F1 C G, D A E1 B, FI C@ G 
A, E2 B, F C GB 
where, observe, the C GM are a Pythagorean comma 
sharper than D' A', respectively. 

Now the major scale of C has the notes F C G D, A, 
E1 B.. The minor scale of A has the notes F C G, DI Al 
E1 B1, FF G,~, for C,2 occurs only in modulations, and 
F G alternate with F,# 

G,. 
This is very far indeed from 

being made out of the notes of the major scale. 
Mr. Curwen makes another mistake about the tonic 

minor scale of C. This really consists of Al, Ei, B1l, F C G D, Al B1, and is quite unrelated to El' major, 
" three removes down " (Miss Glover's phrase), which 
consists of Db AL E> Bi~, F, C1 G,, and has, in fact, not 
one note in common with C minor. The relative minor of 
Eh major has the notes Ab E ' Bh, F1 C1 G1 D1, A, 
B,, each note a comma flatter than in C minor. This 
difference of a comma, 8o : 81, ignored in tempered nota- 
tion, though causing great difficulties in the construction 
of justly intoned instruments, occasions none to the singer; 
he at once takes the notes which are in tune with the 
others. Thus if a trio has to sing- 

in passing to the tonic minor, the singers naturally give 
C E1 G, C Elb G, that is, they retain the fifths and 
make the thirds tune, and certainly do not sing, what Mr. 
Curwen's theory and Mr. Colin Brown's "Voice Har- 
monium" require, C El G, C1 El? G,, dislocating the 
fifths by a comma. 

My objections to the Tonic Sol-fa minor scale treatment 
are founded on acoustical, and not on musical theory. It 
is simply impossible to sing what is written, but the singers 
go right, because they cannot help it, when left to them- 
selves; and go wrong, equally because they cannot help it, 
when domineered over by the tempered organ. Mr. Litch- 
field might perhaps have omitted the words complained of, 
but those words are merely the verbal interpretation of the 
signature. If my " duodenals " were used, a C over the 
staff for the duodene of C (which includes both C major 
and C minor) and an A1 over the staff for the duodene of 
A1 (not A, observe), which includes both A1 major, to 
which F2# G, belong, and also A, minor, the correct 
intervals would be symbolised on the ordinary staff nota- 
tion. But this would require a different mode of teaching 
and writing the minor scale in the Tonic Sol-fa notation, 
which, for practical reasons, is now impossible. 

I must apologise for the length of this " exegesis," 
which your reviewer asked for; but it has been left 
incomplete in many places for want of space. 

Respectfully yours, 
ALEXANDER J. ELLIS. 

25, Argyll Road, Kensington, W., August 9, 1886. 

[I am much obliged to Mr. Ellis for his answers to the 
questions he refers to. In regard to inversion, Mr. Ellis, in 
a note, page 308 of his new edition of Helmholtz, and in 
allusion to Von (Ettingen's dual development of musical 
scales, translates umkehrung by the English word con- 
version. The dictionary meaning of the German word 
quoted is reversion. As Von CEttingen's theory is from 
beginning to end a question of inversion, and as Mr. Ellis 
uses the term conversion more than once, I assumed that 
he proposed to introduce yet another word to explain one 
of the many different senses in which the general term 
" inversion " is employed. These various significations 
may have no acoustical importance; but to the technical 
theorist they are exceedingly inconvenient. The proposals 
I wanted Mr. Ellis's authority to support are these:--(.) To 
call, for example, A flat, 8 : 5, the inversion of E 5 : 4, 
because the first vibration fraction is here the inversion of 
the second, and the A flat in question is taken upwards as 
the minor sixth of C. (2.) When the A flat as the 
inversion of E1 is taken downwards, a major third below C, 
as in Mr. Ellis's Harmonic Cell, to call it reversion. 
(3.) When C . E. is inserted as C . A natural downwards, 
to call it, as M. Chiv6 has already called that method, 
interversion. (4.) To thoroughly abolish the still common 
method of applying the term " inversion " to the different 
positions of chords. (5.) Not to add another name if we 
can help it, although " contrapuntal inversion," when we 
take the counterpoint above or below the subject, is a 
variant or mixture of I, 2, and 3. 
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In regard to my abbreviated--I think Mr. Ellis said 

" twisted "-version of the words used by Mr. Litchfield, it 
is quite obvious from Mr. Ellis's " exegesis " that he con- 
firms the views I suggested rather than stated. In regard 
to the Tonic Sol-fa notation of the minor scale, Mr. Ellis 
says it is now impossible to change it. With an old rever- 
ence for the leading principle of the Tonic Sol-fa method, 
and with the conviction that the great influence of that 
method is not only practical, but theoretical, inasmuch 
as it is teaching the fixed dohists their own theory, 
I would go farther even than Mr. Ellis. I do not 
think that if it were possible to change the Tonic 
Sol-fa method of the notation of the minor scale, 
the sol-faists could improve it consistently with their 
general aims, and setting aside shams about intonation. 
The chief fault I have ever ventured to find with the Tonic 
Sol-fa literature is that the expounders of the system " want 
to argue." Instead of sticking to what they occasionally 
say or seem to mean-namely, that they call doh, lah, 
because they choose, or because it suits their system of 
notation, they fence with the subject. Mr. Ellis, in his 
kindly way, whilst admitting that "the words com- 
plained of might have been omitted," still defends 
his friends by referring to the "words" as "merely 
a verbal interpretation of signature." Yes, but it is 
this affair of the "signature" which is the source 
of the whole mischief. They seem to think that 
because A minor has the same signature as C, the two keys 
must be nearly related; and they go out of their way to 
count how many times Handel in " Judas " or something 
has employed the relative minor compared with the tonic 
minor. If they had only gone a little further back than 
the Transition Period they would have found no tonic 
minor at all, no systematised transposition of the octave 
modes, no conversion, no further means of comparison, 
no modern tonality. The tonality being established, 
to call doh, lah, is a mistake; and this objection to their 
method is not, as Mr. Litchfield is pleased to say, "a 
shadowy objection "; in point of theory it is a fatal objec- 
tion. The signature alone does not determine tonic rela- 
tion. Were it so, A minor would not be C minor, but C, 
the signatures being the same. And that is nearer the 
truth. All the seven octave modes of C are, in that sense, 
C; but the modern key is determined by the common final 
of the transposed modes, which are simply different forms 
of scale of one key. The signatures show the order of the 
tones and semitones in any octave, irrespective of the 
common final. They show also the derivation of keys by 
fifths and by fourths; but the derivation of keys by this 
system does not determine key-relationship. And as 
Mr. Ellis explains in his letter, the derivation of A 
by fifths would, as a question of intonation, be the 
most patent objection to the Tonic Sol-fa method of 
notation. The similarity of signature affects in general 
key relationship, as between a key and mode, or mode and 
mode, but it does not of itself determine tonic relation. 
All the history about Handel, &c., is therefore beside the 
question. It is not only Mr. Litchfield and the Tonic Sol- 
faists, who by habit, and thorough old-fashioned methods 
of harmony, are inclined to accept certain relics of an 
ancient system, of which our modern system is no doubt a 
development. Perhaps not one person in a hundred, 
accustomed to fixed doh methods, would be much shocked 
by being told that the scale of A minor " would be more 
reasonably called (as its signature in effect calls it) C 
minor"; but if the same people were told that C major 
should be A major, they would laugh outright. Their 
laughter would only prove their ignorance, for the two 
propositions, as movable dohists see at once, are identical. 
Taking the minor system instead of the major as 
normal, if in the modern major system A minor is to be 
called C minor, then by a parity of reasoning, the octave 
C to C in the double octave system of A minor " would be 
more reasonably called " A major, just as in point of fact 
C minor is called E flat, as determined by the signature 
only.-THE REVIEWER.] 

NEGLECTED SOLO INSTRUMENTS. 
TO THE EDITOR OF "THE MUSICAL TIMES." 

SIR,-My attention was called yesterday to a letter in 
your issue of the Ist inst., headed " Neglected Solo Instru- 

ments," and I thought it a most proper time to make a few 
remarks on the subject, showing how this neglect is caused. 
I can speak with considerable authority on the matter, 
because I have been most intimately associated with the 
two instruments principally mentioned by your corres- 
pondent "R. H. W."-viz., the "bassett horn," or corno di 
bassetto and bass clarinet. Balfe wrote especially for me 
the beautiful introduction to " The heart bow'd down," in 
his opera of " The Bohemian Girl," for corno di bassetto, 
and also a solo for the bass clarinet in " The Daughter of 
St. Mark," both of which, however, are now rarely played 
on the original instruments, the ordinary clarinet being 
substituted, totally destroying the composer's ideas and 
intentions, and losing an octave in the most effective 
part of the instruments. There is also a highly effec- 
tive obbligato for corno di bassetto to the scena "Non 
pia di fiori," from Mozart's " Clemenza di Tito," which 
is usually treated in the same manner. The principal 
reason of this is doubtless that an impresario will not 
pay an artist to play these on the instrument for which 
they are written, but there is also the fact that there are so 
few performers on these beautiful but difficult instruments, 
and this want will, we fear, continue, for who will waste 
his time and breath to practise them when there is so little 
chance for reward to sweeten labour ? 

I will now remark on " R. H. W.'s " mention of Men- 
delssohn's two Concertstiickes for clarinet, corno di bas- 
setto, and piano (Op. 113 and 114). Op. 113 was first 
played by myself and Mr. Lazarus, with full orchestra, at 
St. James's Hall, June 24, 1868, at the " Ancient and 
Modern Concerts," and received an encore. We performed 
it again about eight years ago at one of the Cambridge 
University Concerts, Villiers Stanford playing the pianoforte 
(when it was also redemanded), then, with Herr Pape, 
at a Crystal Palace Concert, with Mr. Egerton at Willis's 
Rooms, and at a Royal Society of Musicians' Festival with 
the same clarinettist. Op. 114 has only been performed 
once in England, at the Prince's Hall about four years 
ago, when it was received with immense applause, and 
encored. Your correspondent will see by this that these 
charming works have been played in all only six times in 
public in eighteen years! 

Just a few words to show " R. H. W. " that the rifertoire 
for bass clarinet is not so limited as he imagines. In 
addition to Meyerbeer and Wagner, Verdi has written a 
solo in " Ernani," Balfe in his " Daughter of St. Mark " 
and " Bravo's Bride," Wallace in " The Amber Witch," 
Liszt in his Symphonic poems, Villiers Stanford in the 
" Eumenides," &c. 

Hoping with " R. H. W." that more may be heard in the 
future of these neglected solo instruments, believe me, 
yours truly, J. H. MAYCOCK, 

Professor of the Clarinet, Corno di Bassetto, 
and Bass Clarinet. 

August 24, 1886. 

TO THE EDITOR OF " THE MUSICAL TIMES." 

SIR,-Doubtless Mr. Whall's letter on the above subject 
in your last issue will be welcomed by all true musicians; 
but, seeing that his observations only refer to the wood- 
wind department of the orchestra, I venture to trouble you 
with the following remarks. 

There is the family of strings, of which the viole d'amour 
and viol da gamba are now considered obsolete, and which 
were much favoured by Meyerbeer and Bach, who left us 
obbligati specimens for these instruments in several of 
their scores, notably in " Les Huguenots" and " St. 
Matthew " Passion Music respectively. Speaking of the 
viole d'amour, Berlioz says: " It would really be a 
great pity to allow this choice instrument to become 
lost; and any violinist might learn to play upon it by 
a few weeks' practice." This being the case, it seems 
almost incredible that the instruments should have fallen 
into disuse, especially as the great masters have used them 
so successfully. In my opinion, one of the best methods 
of re-introducing them into the orchestra is that they should 
be taught, along with the other orchestral instruments, in 
such institutions as the Royal Academy, Trinity College, &c. 
With regard to the brass department, Bach's trumpet parts 
have long since been considered impracticable; but that 
this is no longer the case is proved by the fact that special 
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